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Abstract: This thesis was written to study how inequalities of gender and sexuality reveal
themselves in music education. I wanted to study gender and sexuality as a social
construct to better understand how these groups have an effect on the music education
experience. I found that music education is lagging behind most other academic subjects
in understanding gender/sexuality; furthermore, the discipline does not seem to be
heading in the right direction. I found it tremendously difficult to find any queer theory
literature based around music education. After my research I concluded that in its current
state, music education is not only indifferent towards women and LGBT students, but is
an oppressive force. The current paradigm setup of music education uncritically
normalizes white straight male dominance. Since music education has such a long way to
go, small steps need to be taken. In this thesis, 1 have laid out three steps for music
education to become a more equal place.
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Introduction: What’s wrong with
Music Education?
Everyone deserves a free education with equal educational opportunities. While
the previous sentence may seem like an obvious statement, it is not a reality for a large
portion of people, primarily: people of color, LGBT (Lesbian, Gay, Bisexual, or
Transgender) students, women, students with disabilities, and students with a low socio
economic status (SES). These inequalities exist everywhere from people of color and
low SES students being overwhelmingly grouped into the lowest ability, remedial
classrooms instead of AP classrooms (Ballantine 2009, 99), to girls not achieving as
highly in math and science (Ballantine 2009). Fixing these inequalities is important for
society because the inequalities in school can affect job opportunities and how wealth is
distributed (Azuma 2003, 317-18).
Marginalized students often have to deal with a lack of respect or safety. Black
men are more likely to be suspended, expelled, or labeled as “mentally retarded, and
they have the fastest growing suicide rate (Noguera 2003, 430-31). In a study of girls in
middle and high schools, 83% reported being sexually harassed (Ballantine 2009, 117).
They reported that harassment could be “jokes, gestures, and comments...

that helps

lead to girls having on average lower self-esteem than boys (Ballantine 2009, 117). A
study in 2002 found that LGBT youth reported hearing homophobic slurs 25 times a day
and 20% of those students skip school each month because they fear for their safety.
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LGBT youth are almost three and a half times more likely to commit suicide than other
students (Knotts 2011, 67-69).
All inequalities in education have a negative impact on our public education
system, and every category needs to be further researched and new ideas to be more
inclusive need to be developed. This paper will deal with gender and sexual orientation
and how inequalities exist and may be corrected in music education. I will discuss a path
of what I see as a linear move for music education to become more inclusive.
First, I will discuss traditional models of music education and discuss new ways
of viewing curricula. I will argue that curricula are socially constructed and not
objectively created. Next, I will use a representative approach that makes surface-level
changes to be more inclusive of women and LGBT students. I will show that,
historically, women and LGBT composers and musicians have been relevant and there is
no reason to keep them from the curriculum. I will also argue that the same is true in
popular music that is presented in the classroom. I will also discuss small changes that
can be made in the curriculum to further the inclusion of women and LGBT composers
and more properly represent all students. Second, I will dig deeper into the core of music
education and look at what gender and sexuality really are. I will argue that gender is
socially constructed and not biologically predetermined, and that gender is not a state of
being but rather a constant performance. I will look at music education from the
perspective of the powerful, the white, straight man. I will discuss the negative impacts
that hegemonic masculinity (the most powerful form

f masculinity) has had on music

education and how because this narrow form of masculinity contributes to music
education we cannot have equality for women or LGBT students in music education. I
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will then delve into queer theory and discuss how it can change music education and
make a better community not only for the oppressed, but also those with power. Most of
the ideas of this work will be based on the theories developed by Judith Butler in Gender
Trouble (1991).
In this paper, I will also discuss how gender and sexuality intersect with other
fornis of oppression. We must always keep in mind the problems of writing about gender
and sexual identity; all women and LGBT people do not experience inequalities in the
same way. White women and women of color often have very different experiences just
as middle class gay people have a different experience than working class gay people.
There can be no real equality if we ever forget that all inequalities intersect. Though I
will address the relation of inequalities, I will not focus as strongly on issues of ability,
class, or race. I cannot stress enough how important it is to acknowledge that no
inequality exists in a vacuum. Each inequality overlaps with the others, and this is now
called intersectionality theory (Bedolla 2007, 234-42). There are women of color, lower
class LGBT students, and white men with a disability. These intersections of inequalities
are always important to remember, even though this paper will move into isolating
gender and sexual orientation, still not ignoring that they are all connected.
For issues of oppression in schools against women and LGBT students to be
resolved the powerful must become involved. They must become involved in not only
helping to end issues of discrimination against women and LGBT people, but also with.
more

importantly, understanding and ending how their maleness or straightness gives

them privilege.
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Gender and Sexual Identity Inequalities in Music Education
Before we discuss solutions for the problems in music education, we must first
ask ourselves, what is the problem? Are there really any inequalities in music education?
The short answer is yes. Issues emerge in all forms of music education, including band,
choir, orchestra, and general music, and yet they are largely ignored by the music
education community. Unfortunately, the only issue that has widely been researched is
the gendering of musical instruments in the band and orchestra ensemble.
The issue of gendered instrument assignment has become well-documented over
the past several years. The research suggests “that brass and percussion are malestereotyped instruments whereas high woodwinds (flute, oboe, and clarinet) and high
strings (violin) are female stereotyped”(Eros 2008, 57-64). One other major gender
issue in bands is the Jazz Band. In high schools and colleges, the majority ofjazz band
students are male. A study in 1999 of New Jersey High School revealed that women
made up 48% of all band members but only 26% ofjazz band members(McKeage 2004,
343-56). In other studies, many female students were interviewed and stated that they
could not perform in Jazz Band because their instrument was not in Jazz instrumentation.
The research also found that a majority of women in the study did not feel comfortable
improvising, while the men did (Mckeage 2004, 343-56).
Even though the issue has been documented, the problem persists. Research on
this topic moving forward should focus more on how to end the inequalities on musical
instrument selection and less on whether there is a problem, because the research already
shows that there is. From here 1 will mostly leave the instrumental side of things and
focus on the choir and general music classrooms. I do this not to diminish the importance

5

of research in this field but simply because my experience and interest lies in these other
fields.
Choir has very similar issues in regards to gendering music, although it is less
researched. The students do not have instruments to hold, but instead it is the words they
sing that are gendered. In many gender-specific choral ensembles, the teacher will pick
gender specific music. The women’s choir will sing soft pretty music while the men’s
chorus will sing loud fast music about things such as adventure, drinking, or travel (Koza
1994, 70-77). It would not take any extra work for the women’s choir to sing as many
songs about adventures as they do about their lost true love. The selection of repertoire
also has an effect on LGBT students. The vast majority of literature studied is from a
heterosexual composer and if the composer is of another sexual orientation, it is not
mentioned in classrooms. Even the music from homosexual composers that are usually
featured in the classrooms(such as Leonard Bernstein) are normally written from a
straight perspective, meaning that a piece about love will feature a man and a woman.
These issues may seem like a small thing but they can have a huge impact.
The other question to consider is this: is focusing on gender and sexual identity
problems really the music teacher's Job? It is easy for music educators to push aside
issues and say, “I am only a music educator and it is not my Job to change things, only to
teach music.” That logic is flawed for many reasons. First of all, a music educator is a
teacher and at the heart of a good teacher is the imperative to care (Allsup et al. 2012, 4751). A teacher is supposed to help students become the best they can be, and it the
system has them at a disadvantage, some students may not reach their frill potential. So,
helping to end inequalities is part of the teachers’ Job. A second reason is that many of
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the inequalities are created by the teachers’ decisions. For example, a teacher chooses
which students are on what instrument and the teacher chooses the literature a choir will
perform each semester. In some cases a music educator is the problem and should be the
one to fix that problem. Fixing the problem is much easier said than done, especially
when some groups benefit from the inequalities. The unearned benefit is called privilege.

Privilege
As a white man who identifies as straight writing about inequalities in music
education, it is extremely important that I first write about my own privilege. Privilege
exists when “one group has something of value that is denied to others simply because of
the groups they belong to, rather than because of anything they have done or failed to
do.”(Johnson 2006, 23-36) There are two different types of privileges: “unearned
advantages” and “conferred dominance." The first refers to simple things, such as being
respected or being assumed to be a productive member of society, which are often
restricted to certain groups in society. “Conferred dominance” refers to one group having
power over another. Johnson uses the example of men normally having power to control
conversations with women. He argues that it is society’s assumption that men

are

supposed to dominate women (Johnson 2006, 30-36).
Privilege is one ofthe most difficult ideas for those in power to think about
because it changes the whole conversation about equality from “what do they not have
to “what do I get that I did nothing to earn

It means I have to take a deeper look into

my own life and think about all of my daily interactions and how privilege affects them.
The idea of privilege does not apply to one status, but equally to all of them. For
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example, I have white privilege, male privilege, heterosexual privilege, class privilege,
ability privilege, etc. and a homosexual woman may not have male or heterosexual
privilege but would still have white privilege.
Peggy McIntosh wrote an article in which she listed her white privilege. She
thought of over forty ways that she is advantaged of people of color in her everyday life
(McIntosh 1988). Many others in the sociology world have written about privilege but
few in music education. Louis Bergonzi is one of the few music education scholars to
discuss privilege and he uses a similar format as McIntosh, listing six ways that students
who identify as straight are privileged and ten ways that teachers who identify as straight
are privileged (Bergonzi 2009, 21-25). Both authors used a list format that I will
emulate. 1 have chosen to list fifteen male and fifteen straight privileges(some of which
will overlap) that 1 have, acknowledging that this list barely scratches the surfaces of the
unearned privileges that I have in our society.
Male Privilege:
1. After writing this thesis, I can feel confident that people will take this seriously and not
simply brush me off saying “oh, another paper by a ‘feminazi’." If a woman wrote this
thesis, she may not feel so certain.
2. When I am in choir, I can feel certain that men composers from any era will be sung
multiple times throughout the year.
3. As a man, I am the target group for choir recruiting in almost every high school. There
are even books written about the special ways to convince men to join. Women are
simply expected to join.
4. I can go out with friends and never feel the need to watch my drink.
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5.1 can go for a walk late at night without the fear of being raped.
6. 1 can dress much more casually than women and still be respected as a teacher simply
because 1 am a man.
7. On average, 1 get paid a dollar for every eighty cents that a women makes while doing
the same job.
8. 1 am the protagonist in the majority of books, films, and video games.
9. Society does not require me to think about how children will affect my future
employment. Women are expected to think ahead and make career sacrifices.
10. If 1 am in a bad mood, no one will accuse my menstrual cycle of causing my
grumpiness.
11. If 1 were to get married, there is no societal pressure for me to give up my last name.
12. The majority of music is written from a male perspective.
13. Politicians do not try to control my sexual organs.
14. Men have written almost every textbook used in schools which means that they are all
from my perspective.
15. If I were sexually assaulted, no one would ask what I was wearing to justify the
attack.
Straight Privilege
I. No one ever asks me when I knew I was straight.
2. The majority of music is written from the straight perspective.
3.1 can feel confident that I will not be fired for being straight.
4. There is nowhere in the country that fears the “heterosexual agenda.

9

5. Parents will not be afraid that I will convert their children to the “heterosexual
lifestyle."
6. There are no religions or parts of religions that will not let me join because of my
straightness.
7.1 am allowed to get married and receive all the benefits that come with marriage such
as hospital visitation rights, inheritance rights, etc..
8. If I were to have a child, no one would question my parenting ability based solely on
my sexual orientation.
9. 1 have no pressure to keep my romantic relationships a secret.
10. Politicians do not make speeches about how straight people do not deserve equal
rights.
11. 1 can go for a walk with my partner and not fear people ridiculing me or looking at
me strangely.
12. Straight relationships are depicted in books, television, movies, and video games the
majority of the time.
13. Straight people do not have to worry about how their parents, relatives, or peers will
react to their straightness.
14. My parents will not send me to therapy to get rid of my straightness.
15. 1 will not be bullied or attacked for my straightness.
If we do not acknowledge our privileges then we can never truly help to end oppression
of marginalized groups, but will only end up reinforcing and reproducing the very
problematic exercises that we are trying to end.
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Chapter 1: What is Curriculum?
The first step towards improving music education is to rethink how we view
curriculum. The reason that curricula have remained the same for so long is because
teachers view the curricula as something created by experts that should never be changed.
Teachers choose specifically what should be taught and when, but the philosophy behind
it has already been decided. Before we begin discussing curriculum changes, there needs
to be an understanding of what the “normal” curriculum is, where that curriculum comes
from, and alternative ways of viewing curriculum.
Traditional curricula are created with the philosophical approach of positivism. In
education, this refers to a philosophical belief that there is one truth, an objective truth,
and the scientific method should be adopted in the search for any truth (Mackenzie 2011,
534). These curricula have a top-down mentality where the teacher is clearly in charge
and guides his/her students, teaching them what is important. These curricula also follow
a linear pattern in some form, often chronologically. The students are taught and
evaluated on a section of the material and then the class moves on. The curricula are
usually not developed by the teacher, but rather by an expert in the music education field
(Hanley et al. 2005, 17-18). These experts have created a canon, a set of cultural facts
and histories that have been selected and put into use in the classrooms for music
education (Bevers 2005, 390). More specifically, the content in a music education
classroom focuses on celebrating the works of white, straight men, mainly from Europe.
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There have been thousands of composers throughout history and our contemporary canon
chooses to focus on the works of very few. In 2005, a study was released in Europe to
determine whether the canon still retained as much influence in the countries of England,
France, Germany, and the Netherlands (Bevers 2005, 401-05). The results showed that
classes are still spending the majority of their time emphasizing the importance of
knowledge of these few composers. The study found that the ten most taught about
composers were Bach, Beethoven, Brahms, Mozart, Haydn, Schubert, Schumann,
Handel, Stravinsky, Mendelssohn, Debussy, Ravel, and Bartok, though in England
teachers did spend some significant time on popular music later in their semester (Bevers
2005, 401-05). Even though this study was done in Europe, the results also reflect a
traditional American curriculum. Today’s curriculum still focuses on “quality music...
[that is] demonstrated by the Western art music canon”(Gould 2009, 62).
Bennet Reimer and Aesthetic Education
Today’s music education curricula are often inspired by a book written by Bennet
Reimer, originally published in 1970 and now in its third edition, A Philosophy ofMusic
Education. The book lays a strong foundation for using aesthetic theory in the classroom.
While Reimer was not the first to write about aesthetic theory, his work has had the
greatest impact on music education and is still the primarily cited work of aesthetic
theory. Reimer built his philosophy off ideas from Charles Leonhard in the 1960 s
(Bowman 2003, 2). The book defends music education and lays out a foundation for
curriculum in the music classroom, Reimer narrowly defines art with three essential
elements: there must be some material involved, the music must be created in an
organized way, and the creation must be created for the purpose of having a subjective
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aesthetic experience (Reirner 1989, 94). The art defined above is what Reimer suggests
for a music curriculum. Aesthetic experience also has a strict definition. Reimer requires
two characteristics for an

experience to be considered aesthetic: aesthetic perception

and

aesthetic reaUion. The listener must be able to understand the music (perception) and
have proper feelings of the music after (reaction). For Reimer, these characteristics
should be taught, as there is a very limited (if not singular) correct reaction (Reimer 1989,
110). He also states that music is separate from emotion because emotion cannot be
organized. Reimer uses this to argue his point that music has its own meaning, separate
from everything, including the composer’s emotions at the time (Reimer 1989, 44).
Reimer first wrote the book during a time when music education was under fire
and could possibly have disappeared. Reimer believed the only way to truly save and
justify music education was to “identify an aesthetic position which includes major
thinkers and which also has an identifiable structure of ideas which can be handled
without being overwhelming in complexity”(Maattanen 2003, 63). The profession
adopted the argument and music educators began arguing that they contributed to a
broader education. Music education was essential because, by definition, music was an
inherently aesthetic phenomenon(Bowman 2003, 2). Reimer even refers to

the effects of

music as biological or natural (Maattanen 2003, 63). In other words, music was in the
classroom for the sake of music and nothing else. Music could claim to be contributing
with students
to a liberal education by teachers simply sharing the aesthetic experience
(Finney 2002, 120),
According to Reimer, static meanings exist in inanimate objects such as a work of
art or a piece of music. The audience will then receive the fixed meaning creating a
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shared experience for the audience. When the audience receives the meaning it creates
an aesthetic reaction which, while shared with the rest ofthe audience, is intrinsic and
subjective (Maattanen 2003, 65). It can be inferred that according to Reimer’s
philosophy, an audience is rewarded for seeing or hearing a performance of music as
opposed to being a performer of music.
Although Reimer's philosophy is still the dominant one in music education, it has
come under criticism during the past two decades. In his book, Reimer claims that his
philosophy is based on that of John Dewey, but many scholars claim that he misinterprets
Dewey’s philosophy. One critic argued that Dewey defined the term “aesthetic” very
differently than Reimer (Maattanen 2003, 65). In the mid 90’s an alternative philosophy
created by David Elliot was explained in his book Music Matter's: A New Philosophy of
Music Education.
David Elliot: Radical Change or More of the Same?
Elliot argued that the views of Bennet Reimer and other aesthetic theorists were
illogical, ill-founded, and not credible (Goble 2003, 25). Elliot argues that music is not
an abstract entity separated from humanity, but “something that people do”(Elliot 1995,
39). Elliot’s main disagreement with the aesthetic theorists is the belief that music can be
separated from the cultural contexts from which it was created and be fully understood
and appreciated. He believes that since music is a human activity, music learning should
be taught while in the act of doing. However, music cannot be separated from its cultural
context in which it was originally created (Elliot 1995, 39-41). Elliot called his
alternative philosophy praxial music education. Praxis comes from the Latin word
prasso which means “to do”(Goble 2003, 26). The word alone gives educators a large
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insight into Elliot’s entire philosophy. He believes that the key to understanding music IS
to experience it. He coined the word musicing to define this form of music education
(Elliot 1995, 49-50).
Elliot takes his philosophy a step further and claims that music is necessary for
the human spirit to grow. He believes that music can give humans what psychologist
Mihaly Csikszentmihalyi calls “flow," which is a positive event in a person’s life that
brings strength and order to one’s consciousness. Elliot argues that students who are
given a unique, varied, and challenging music experience will gain a positive impact in
their “flow” and affect their self-growth (Goble 2003, 26-27).
While the philosophies of Reimer and Elliot are different, I believe the two are
not as different as Elliot might believe. Elliot does concede that the cultural significance
of the music is important but from there he proceeds to jump into a psychological belief
that music is a universal human creation that can help one’s self-worth. If music can
have such a deep impact on the human psyche, it is safe to infer that Elliot still considers
music to be a natural phenomenon. Also, if music can always have a positive impact on a
person’s self-worth, would that not be considered an inherent meaning of music, which is
one of the major tenants of the aesthetic theory that Elliot was so quick to call illogical?
Curriculum as a Social Construction
While the aesthetic and paraxial theories dominate contemporary music
education, there has been a movement in education to use sociology and think of
curriculum in a new way. Instead of viewing curriculum as an objective truth that has
been tested and proven as such, many educational sociologists believe that curriculum is
part of a wider societal process (i.e. a social construction). This view recognizes that
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experts in the field are still human beings who do not have the objective facts, but have
their own beliefs and agendas when they design curricula (Giroux 1979, 251).
This new view has become known as “critical curriculum studies” or the “new
sociology of curriculum” and, although academics that associate with the movement do
not have a set group of beliefs, they do agree on four major problems with cuiriculum
theory, they are:
a. Theory in the curriculum field should operate in the interest of law like
propositions that are empirically testable, b. The natural sciences provide the
“proper” model of explanation for the concepts and techniques of curriculum
theory, design and evaluation, c. Knowledge should be objective and capable of
being investigated and described in a neutral fashion, and d. Statements of value
are to be separated from “facts” and “modes of inquiry” that can and ought to be
objective.”(Giroux 1979, 249)
Each of the five major issues may seem reasonable and even common sense but the
academics associated with critical curriculum studies would argue that common sense
itself must be questioned because it has also been constructed.
Before I begin to break down the five major critiques brought up by critical
curriculum scholars, it is important to discuss the historical context of how music
education began to follow this model. Music education might not have ever evolved in
this way had it not been for several decades of laws that pushed all arts education to the
edge of importance and forced them to find new ways to justify why they should be
funded. 1 am not arguing that music education would be better or worse, but that it would
very likely be different if history had unfolded even slightly differently. First was the
National Defense of Education Act pushed in 1957 that was signed because of the launch
of Sputnik. The American Government was afraid that the Russians would gain the
upper hand in world power if they did not respond and so they began by placing a higher

16

emphasis on math and science. This act is really what caused aesthetic theory to rise.
Scholars needed a reason for music education to be relevant. They needed to explain to
the government why their programs should not be cut(Abeles 2010, 4-5).
The timing of aesthetic theory really supports the theory of social constructivism.
Music was being threatened and the dominant force in society (the government) wanted a
reason for music to be taught as a subject, so the powerful in the music education
community (several powerful white, male, music professors) came up with an answer that
legitimated their profession while protecting their curriculum from anyone protesting any
sexism, homophobia, racism, or classism that was contained within,
l^he next big government legislation came after the writing of A Nation at Risk
(Gardner 1983). The governmental report feared that America would lose its place as a
world power because of a failing education system. The report also stated that the goal of
education was to further the economic and political power of America. The
recommendations pushed by A Nation at Risk were similar to that of NDEA and pushed a
higher emphasis on math and science, and once again music was left out ofthe report. In
the end, there were five subjects listed that were called the “five new basics." Ofthe five
listed (English, mathematics, social Studies, science, and computer science), four remain
the most emphasized subjects and are the subjects on which students take standardized
tests. Music again responded by suggesting a comprehensive music curriculum based on
The School Music Program: Description and Standards(Abeles 2010, 5-6).
When the 90’s came, curricular reform continued and the push for standards and
accountability really came to the front. In 1994, President Bill Clinton pushed his
support for the earlier Bush recommendations calling it Goals 2000: Educate America
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Act. This significantly pushed forward standards based education and it also was the first
law to include music as a core subject. MENC (music educators national conference)
quickly created a list of their standards in 1994 and within the next couple of years most
states had created their own standards that more or less reflected the MENC ones. The
most recent push for accountability was in 2002 with the No Child Left behind Act
(NCLB). This act promoted testing as the best way to find out which schools were
succeeding and which were failing the children (Abeles 2010, 8-11). While again music
was not a core subject, and therefore not tested, it does not mean that NCLB did not and
does not have a major impact on music education today. These few historical events
have helped impact the way music education has been constructed over the past several
decades and helps to show how the modern curriculum is the way it is.
The first characteristic of the positivist curriculum (Theory in the curriculum field
should operate in the interest of law like propositions that are empirically testable) brings
two important terms to closer examine, law-like and empirically testable. According to
the Webster dictionary, a law is a ‘'binding custom or practice of a community: a rule of
conduct or action prescribed or formally recognized as binding or enforced by a
controlling authority,”(Merriam-Webster 2012). Looking at the first part, a “binding
custom or practice of a community,” the word binding really stands out. The idea of a
curriculum being binding really conflicts with the belief that teachers have autonomy. If
members of a community (in this case music education) are bound by a law that is then
“enforced by a controlling authority”(presumably in this case National Association for
Music Education, American choral directors association, state standards, principles, etc.).
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they never truly have any choice at all. A teacher’s job is then simply to relay information
that was given to them by a commanding authority.
Throughout history we have also seen that laws are not always correct or equal.
For example, the Anti-Drug Abuse Act of 1986 differentiated between the two forms of
cocaine (crack and powder). Crack was used m.ore often with the lower class urban youth
and had a 100 times harsher minimum sentence than powder cocaine, used mostly by
middle class white people, even though the effects ofthe drug are relatively the same
(Chappell et all 2007, 263-65). Another modern example is the Defense of Marriage Act.
The law officially defines marriage between a man and a woman for federal purposes,
meaning that on federal taxes and other federal matters, two homosexual partners could
not receive any federal benefits for marriage even if it was legal in their home state.
These are two obvious examples of racism and homophobia in our federal laws, and so if
the leaders of our country enact oppression how can we trust that the creators of a
curriculum or a philosophy are not and will not be guilty of the same?
The idea that something must be empirically tested is also a major problem in the
traditional curriculum. Empirical data in this scenario is defined as explaining events and
planning future action based on cause, effect and causal relationships (Phye et all 2005,
xii). According to Phye, empirical data turns events in a classroom into a very simplistic
binary view of life. Empirical data also searches facts that in this case may refer to the
verifiability/falsifiability of information, which once again reduces life events into a very
simple binary. Other than a critique of using opposites, another issue with this approach
is the idea that there is one truth and, in fact, there is not one true right or wrong solution
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to our problem, but rather there are many truths that come from unique perspectives that
are shaped by their experiences (Loughlin 2011, 976).
The second characteristic of a positivist curriculum (The natural sciences provide
the

proper” model of explanation for the concepts and techniques of curriculum theory,

design and evaluation) says that a curriculum should be designed the same way as a
science experiment. One major concern with this model is that it limits the questions that
are asked (Giroux 1979, 249). A scientist would ask questions about how and why
physical things occur. Placed in a classroom this would become “how do students
learn?” or “how can students succeed?” This again reduces a very diverse group of
people to a singular entity of“students,

It ignores differences such as gender, race,

social class, ability, or sexual identity. And even in the scientific model, if you were to
ask “why are women struggling in math?” or “why are men more likely to get into
trouble?” you still leave out the other factors of these people. As discussed earlier,
intersectionality is a very important approach that cannot be ignored. A teacher cannot
ever understand why women are underachieving in math because there are many different
types of women.
I feel that the final two characteristics of the positivists curriculum (Knowledge
should be objective and capable of being investigated and described in a neutral fashion,
and statements of value are to be separated from “facts” and “modes of inquiry” that can
and ought to be objective) should be put together because they are really one idea. The
basic idea is that knowledge is objective and for something to be considered knowledge it
should be proven to be objective, and while subjective statements are sometimes useful,
they must be separated from the “facts” that must be learned. In music, such facts can be
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many concepts, such as: the greatest composers are from classical music, or all music is
written using a staff that has five lines and four spaces. The problem is that knowledge
and truth have not been discovered by objective figures, but rather by predominately
white men and therefore they have a bias. The post structural theorist Foucault takes this
critique a step further and writes that not only is knowledge not objective but it is directly
tied to power. He goes on to state that there is not one truth, but many truths and each
society chooses their own truth which contributes to power relations (Larrin 1994, 29295). So, if we apply this view of truth to curriculum we cannot simply accept the truths
that are written in our curriculum because these truths come from a mostly white, male.
Western interpretation of important events, literature, and people.
If we accept the view of critical curriculum studies that curriculum is socially
constructed, we must accept that our current design is only one option and this option is
possibly not even the best one. This curriculum pushes a strong emphasis on white
straight men and marginalizes both women and LGBT people. If we view curriculum as a
social construction, we have more opportunity to branch out from the traditional
curriculum to a new one that is more representative of different groups of people.
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Chapter 2: Representation
If we interpret curriculum as a social construction, our minds will be opened to a
million possibilities for change. I believe that the first change that needs to be made for a
more just music education in terms of gender and sexual identity is representation. I also
believe that representation can be applied in a couple of different ways, and each ofthese
is extremely important for a more Just class environment. The first change is a higher
emphasis on women and LGBT composers, and this means not only performing their
music, but discussing their lives and individual struggles and oppression. Another area of
representation is in the choral ensemble. In our traditional model of placing students in
choir by ability, we must ask ourselves if making a mixed chorus the most prestigious is
the best model and who does this model benefit the most.
One of the constructions that advocates ofthe traditional model have used against
including more women in the curriculum is that historically men have done the
composing, and so there is simply more music by men. I would first argue that historical
music is not necessarily what is most worth studying, but, either way, women have been
composing for almost as long as men. Just because European societies refused to
acknowledge the accomplishments of these women does not mean that we should ignore
them today.
Women singers, composers, and instrumentalists did exist in antiquity. During
the middle ages nuns began singing songs and eventually this evolved into playing
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inslrumenls and sludg ing music theor\’ and composition for some. Three examples of
early women in music arc Mrowsw itha from the tenth century, Herrad of Landsberg from
the twelfth century, and Hildegard of Bingen (b.l098). Hrow'switha w'as fluent in
Boethian music theory and 1 lerrad of l.andsberg was a theologian and author w'ho set
poems to music. Hildegard of Bingen is considered the first w'idely known female
composer of history. She wrote seventy-seven pieces in plainchant and man)' dramatic
compositions. She has long been recognized for her scholarly efforts but it is only
recently that she is receiving credit for her compositions (Green 1997, 90).
In the beginning of the Renaissance. w'omciTs compositions were unable to adapt
to the new polyphonic textures because w'omen w'ere not given access to the education to
learn the styles of composition. However, w'omen continued to produce music, and in the
sixteenth centur) women began to w'rite in the polyphonic texture of the Renaissance.
I'owards the end of the sixteenth century, w'omen began to w'rite down and publish their
music more often. Before these years, women's music w'as mostly taught and passed
down aurally (Green 1997, 90-91). In fact, in Italy from 1566-1700 more female
composers emerged than at any other point in Western music history. At this time some
of Italian society even considered music study appropriate for women. These women
composed but were still not accepted into the mainstream musical culture (O’Toole 2005,
8-9). Two of the main composers from Italy were Alleotti, who in 1593 became the first
woman to publish polyphonic music, and Isabella Leonarda, w'ho published over two
hundred pieces of music and wrote the earliest surviving instrumental work by a woman
(Green 1997, 91).
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During the early period (10*-16"’ centuries) the convents were not the only places
where women were making music. Many aristocratic women were writing secular songs
and in the 1

century, there is plenty of evidence that suggests that Italian, French,

English, and German women all composed as a leisure pursuit. These women did not
have any formal training and had to compose based on whatever they learned at home.
Maddalena Casulana was the first woman to ever have her music published and her music
was published in an anthology (Green 1997, 92). There is historical evidence that she
was very popular during her life. Francesca and Barbara Caccini were well known for
their solo music and Elisabeth Claude Jacquet de la Guerre published cantatas, violin and
harpsichord sonatas, and published the first opera by a woman (Green 1997, 92).
According to Lucy Green, in the eighteenth and nineteenth centuries, more
women began to compose and perform than ever before. They mostly wrote and
performed on a semiprofessional level and their compositions mostly included Lied,
parlor songs, and other vocal music including two major composers during this time.
Corona Schroter and Juliane Reichardt. Eventually women began to branch out and
compose more large scale works including works for orchestra, choir, chamber music,
and operatic works. Two of the more popular women composers during this time had
some relations to a popular male composer, Clara Schumann and Fanny Hensel and both
of these women were more known as performers (Green 1997, 94-95).
As the nineteenth century progressed, women began to compose and not perform.
They also began to write instrumental music in greater numbers. Many of these women
had to fight to get their works published. Louis Adolpha Le Beau was the first woman to
become a successful composer without being a performer. She wrote over sixty-six
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works and had thirty-five published. Ethel Smith was another woman composer who was
greatly acclaimed during her life and wrote both a mass and many operas that were
performed in both the Metropolitan Opera in New York and the Royal Opera House in
Britain (Green 1997, 95-96).
In the twentieth century women became even more active in composition
especially in the latter part where women began to have more access to education and
opportunities to be published. Among the early twentieth century composers was Ruth
Seeger who is probably the first woman to be historically recognized for her greatness
since Hildegard of Bingen (Green 1997, 104). Seeger used techniques that would
foreshadow modern compositional techniques including dynamic counter point, clusters,
cell permutations, and sound masses. She was also the first woman to receive a
Guggenheim fellowship for European composition study. Though Seeger gets much well
deserved credit, there are other women composers in the classical genre who wrote
superb music including Elizabeth Maconchy, Nicola LeFanu, Elisabeth Lutyens, Thea
Musgrave, Judith Weir, Nancy Van Tate, and Sofia Gubaidulina (Green 1997, 105).
Women were very active historically in the West despite the extreme oppression
they faced under the patriarchy of their time. It is also important to note that none of the
women listed were women of color and all of them participated in the dominant form of
composition during their time.
The above list with many women only samples classical music written by mostly
middle-class, white women, which is one of the problems with using a heavy Eurocentric
curriculum. Many students will never learn about these women because the focus in the
curriculum is on men(Green 1997, 230) The neglect or underrepresentation of women in
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music textbooks and curricula should be a major concern for music education. Lucy
Green contends that music textbooks misrepresent the historical truth and present a
professional music world to girls and women that may seem impossible to join (1997,
230).
In Gender, Music, Education, Lucy Green gives three alternative curricular
models that increase representation for women in music education. The first model is
having special units or classes about women’s impact on music, second is giving women
an equal role with men in the curriculum, giving each gender fifty percent ofclass and
the third is switching the genders and having women as the main focus while minimizing
the number of men studied. Each of the models has benefits as well as drawbacks but I
believe there is a best answer.
While having special units or classes about women may seem like a great
solution, 1 would argue that it is not. Having a whole class or two straight weeks
dedicated to only the accomplishments of women would be very productive for students
but it also sends the students a message that women’s accomplishments in music are not
important enough to be in the main curriculum. I believe that this method could work if
used in conjunction with one of the other models but alone it is a hollow attempt at
inclusion.
Lucy Green argues for including women in the curriculum at an equal rate as
men. She believes that will help with equality in the curriculum and create an
environment where women feel more comfortable as musicians. While I believe that this
might be the right solution for some classrooms, it will not work in most. In a classroom
where women have as much curriculum time as men, I believe that men will still be
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taught as most influential. When a teacher teaches about the classical period s/he will
still teach Haydn, Beethoven, Mozart before teaching the accomplishments of women.
Timing in the curriculum is as important as how much time is spent on women vs. men.
If men are taught first and then the teacher talks about the women involved in the period.
the students will once again come away believing that men are better.
I contend that the only way for representation of women to have a real impact is
to spend the vast majority of the time talking about women’s accomplishments in the
classroom and minimizing the time spent on men. Green argues that using this
curriculum will simply reverse roles for women and men in the classroom but I contend
that forcing men to sit through a lack of representation as women do in every subject will
only help on two fronts. First, many students will likely notice how much time is spent
on women and possibly complain about how it is not fair. This gives the teacher time to
highlight traditional curricula in all subjects and their emphasis on men. This may help
students see how the knowledge they found normal was a socially constructed curriculum
made by men about men. Changing the emphasis in a curriculum serves as a good
illustration of power dynamics in the curriculum making process. Second, as we stand
now, students are not learning about the achievements of women on a consistent basis
and a heavy dose of information on women would help change that. In a more equal
society, I would agree with Green on the second model, but until that happens I believe
that women composers and performers need a larger focus than men.
Representation of LGBT Composers and Performers
Lesbians, bisexual women, and transgender women face not only the problem of
lack of representation in music education, but if they find their way onto the curriculum
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then they (along with gay, bisexuah and transgender men) often have their sexual
identities erased in the classroom. No matter how important or influential their sexual
identity was to them or how much influence it had on their music, students will most
likely never hear about it in class.
The silencing of LGBT voices is nothing new in schools and happens for a variety
of reasons. Homophobia is still a major issue in our society and in our public schools and
has even made its way into several state legislatures. Tennessee recently had a famous
“don’t say gay” amendment in their congress that would prevent teachers from talking
about same-sex relationships in any capacity in the public school. This silence in the
classroom can make negotiating high school difficult for LGBT students who already
have to fear harassment from students if they are even perceived as gender queer (Ford
2013). Ignoring the sexual identity of composers in the classroom can contribute to
homophobia because students associate heterosexuality as normal, and if they are not told
that a composer does not identify as heterosexual they will assume the accomplished
musician is a heterosexual. Therefore, a student not educated about LGBT musicians
may as well have been told that all composers are straight because it will have the same
effect.
Discussions of sexuality in the curriculum will take almost no effort for teachers.
even less than adding more women. Three of America’s most important classical
musicians identified as gay: Leonard Bernstein, Aaron Copeland, and Stephen Sondheim.
Many children see Wes/ Side Story in school before they graduate, but how many learned
that the four artists behind it were all gay? Arthur Laurents and Jerome Laurents as well
as Bernstein and Sondheim all were gay and wrote arguably the most well-known
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Music

educators need to remember that every decision they make can have real

life consequences, if a teacher decides not to talk about the homosexuality of a composer
that will probably not create a homophobic student but it may contribute to that student s
homophobia that s/he already possesses. Humanizing LGBT composers by teaching

not

only their musical accomplishments but also their sexuality will accomplish two
important things. It will expose the student to high quality music and will possibly help
many students confront their ow'n homophobia.
Representation of Women in Choir
Another issue of representation with women is the general structure of choirs,
Often students in a choral program are separated by ability into several groups

with a

mixed chorus as the most important choir. The remaining students are then sent to a
“lesser” mixed chorus, men’s, or women’s choir. The top choir generally goes to all
competitions and is often the only group that is permitted to go on end ofthe year trips,
while the other groups may perform twice a year and go to some competitions. The idea
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behind this grouping is to put the best in one class to help them achieve higher or to give
the lower achieving students a chance to learn the basics better before trying to get into
the top choir again the following year. If ability grouping is the ideology of the teacher,
then it seems like common sense that a mixed chorus would be the top choir so that there
is an equal opportunity for men and women to reach the top choir. The flaw in that logic
though is that women vastly outnumber men in choral music ensembles(Koza 1994, 70).
Over the past couple of decades, there have been countless articles written about
the “missing males" problem in choral music. In general, choral music has a very high
ratio of women to men. This often leads to men having a better chance to get into the
elite ensemble while women are often relegated to the womeiTs ensemble that does not
have the same prestige attached (Koza 1994, 73). So, in essence, the choir director will
end up with men making the choir who may not be as talented of ensemble members as
many of the women who are currently placed in the secondary ensemble. The same
phenomenon happens at conventions. The most prestigious honor choir is the mixed
choir, and women have to obtain a higher score to gain entrance to the ensembles than
men do. This is a double standard that gives the men an unearned advantage in choir. It
simply is not fair to force women to attain a significantly better ability as a musician than
men.
The double standard can cause many unforeseen issues for the women. First of
all, they will lose the experience of being in the top ensemble that may affect their growth
as a musician. If a student who is a strong musician is forced into a remedial class then
she may not grow as she would have in the top choir(Koza 1994, 73). They may also
feel inferior to the men who made the top choir. So there might actually be women who
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feel inferior to the men

ho are less talented. We need to create an environment where

women can feel empowered and as successful as the men.
If ability grouping is the choice of the choral teacher (and I would argue that it is
not the best choice), then I would agree with Julia Koza that the elite ensemble needs to
be a women's only ensemble (unless the specific school has a significantly more even
ratio of women to men)(Koza 1994, 73). This gives more women the opportunity to be
in the top choir and prevents men from gaining a spot in a choir that they did not deserve.
Creating an elite women's chorus will also create a different power dynamic between
men and women in the program. Historically, men are on top ofevery power hierarchy
but when you change that d> namic and give women some power it could have a positive
impact on not only your choir but also the women's lives.
Change Now
Representation is not a difficult change for music education. With the ability of
the internet today and the amount of quality music that is being published, you can easily
teach students a more diverse curriculum. These changes need to happen immediately,
Every year that music education does not change, there are potentially women or LGBT
students who did not learn about a composer or performer who could have changed their
lives It is our responsibility as teachers to help our students achieve their best and to
encourage them in any way possible. A good first step for that is to show our students
more composers from different walks of life.
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Chapter 3: Queering Music Education
ji;

In the past chapter I have argued that an important step for music education is to
increase representation of women and LGBT musicians. Even though I still argue that
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this is an important first step, it is also an extremely problematic exercise. Representation
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requires a general category, whether that is women, gay people, lesbians, transgender
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men and women, etc., but the question then becomes: what is a woman, or gay man, etc.
In 1991, Judith Butler released Gender Trouble which (along with a few other texts)
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helped pave the way for a renewed thinking of gender and sexuality. Butler argues that
representation attempts to extend political legitimacy to women, but ultimately it reveals
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and distorts what a woman is. In fact, there is no agreement about what is a woman.
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How can a woman be represented when there is no agreement on what a woman is
(Butler 1999, 4)? Women come from different economic classes, races, sexual
orientations, etc. and each of their experiences is unique to the intersections oftheir
identities. Butler does not reject representation (it would be impossible) but she simply
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believes representation is not the final solution but a temporary one. To look beyond
<1

representation we must first change the way we think about gender.

II
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Social Construction of Gender
The majority of people believe that men and women are different because of
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genetics. Gender is such a normal part of our daily lives that seeing it as anything but
natural seems silly. However, gender is not an essential truth that comes from biology.
jf
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but a social construction that begins at birth (Lorber 2006, 53-54). Lorber states that
when human children are born they are assigned a sex based on their reproductive organs
and parents begin dressing their children accordingly. Boys are given all blue presents
while girls are given pink. As soon as other adults learn of the child’s gender, they begin
to treat it a certain way depending on the gender. Through this process of difference,
boys and girls begin to feel different and grow up with separate identities (Lorber 2006,
53-54).
The socialization of boys and girls begins immediately. Boys are told not to cry
and to never play with dolls beginning as a toddler. Anything that can be perceived as
feminine is off the table. Girls are put in bright, pink, princess dresses and often given
toys that mimic housework such as an Easy Bake oven (bright pink), vacuum, dish
washer, etc. These toys are early socialization for girls preparing them for their future as
a wife. The parents of the child may not be intentionally encouraging the child to
become a housewife, but these toys combined with growing up watching television where
women are often portrayed as housewives sends a strong message as to what the future
should be.
One of the reasons that gender seems so natural is because, according to Sullivan,
“gender is...a construction that regularly conceals its genesis; the tacit collective
agreement to perform, produce, and sustain discrete and polar genders as cultural fictions
is obscured by the credibility of those productions- and the punishments that attend not
agreeing to believe in them”(2007, 84). Because so many people have agreed upon the
genders, it disguises the fact that it is a construction. Discussions of the construction of
gender are also trapped in certain spaces because the idea that boys and girls are not
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naturally differcnl will be met by extreme hostility by some. So, a college professor
might feel safe teaching about social construction of gender but places like a high school
might be a more dilTicult climate for teaching.
Gender is more than simply an individual identity, but a social institution (Bulter
1999, 162). Gender is one way that human beings organize their lives. This is used to
assign people with rights and responsibilities. These rights are given unequally and
●iesser” genders are stratified in American culture. Throughout their lives, humans
interact with each other and learn what the correct gender reaction to every situation is.
Butler maintains that, it is important to understand that while gender is a socially
constructed phenomenon, it is also real because it has gained power in discourse (Butler
1999, 162). Men and women who follow their gender scripts are often rewarded by the
societies that construct those genders in the fi rst place.
Traditionally there has been a separation of gender from sex. Sex was considered
the biological anatomy of male and female while gender refers to the social constructions
of men and women (Berkovvitz et al. 2010, 133). However, according to Butler, sex is
simply a gendered category. She argues that.
The category of sex is neither invariant or natural, but is a specifically political
use of the category of nature that serves the purpose of reproductive sexuality. In
other words, there is no reason to divide human bodies up into male and female
except that such a division suits the economic needs of heterosexuality and lends
a naturalistic gloss to the institution of heterosexuality....there is no distinction
between sex and gender, the category of “sex” is itself...fully, politically,
invested, naturalized but not natural. (Butler 1999, 153)
This means that the categories male and female have been accepted by society as truth
and society has taught its member biological essentialism as fact. She goes on to argue
that because over ten percent of the population is neither XX nor XY the binary of sex
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(Joes not equal tlie diversity of sexes in our soeietv ([Sutler 1999. 146-47).
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An example of gender performanee is publie restrooms, l:\en though men and
women have the same waste, restrooms are separated b> sex

In the men's restroom there

are urinals and often in women's restrooms there are elaborate grooming laeilities. Men
and women usually use the same restrooms in their homes but in publie it must be
separated. There is no biological explanation for the sex segregation ot restrooms since
men and women dispose ot the same waste in a ver\ similar way so restrooms are a
cultural design. This cultural design reinforces socially constructed differences between
men and women (West and/immerman 1987, 137). Two other examples are organized
sports and heterosexual mating praetiees. Organized sports are the height of masculinity
performance. The qualities that reward athletes (strength, endurance, and
competitiveness) are the same as someone who is “proper!)" masculine. When athletes
shows those characteristics, they are applauded by spectators b) their successful
performance. Straight men are taught to love women w'ho are smaller and weaker than
they are. So, even though there are a variety of sizes of both men and w omen, a
relationship usually has a larger man. This man shows his strength during sex and the
woman appreciates giving the man
Zimmerman 1987, 137-38). There

a successful performance of masculinity (West and
are simpler ways that performance affects our

lives.

from the types ofjobs we have to the clothes we wear. Everything is a performance.
Seeing gender as a social construction and biologically determined shows us

a new way

to think about the world. However, gender is not all that is constructed by society.
Gender is only one of many aspeeis of our society that seems natural but is not.
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Social Construction of Sexuality
In similar ways to gender, sexuality is socially constructed. It is “not natural, but
rather, is discursively constructed. Moreover, sexuality...is constructed, experienced,
and understood in culturally and historically specific ways.”(Sullivan 2003, 1) There is
no true sexuality or a single way of experiencing homosexuality, heterosexuality, or
bisexuality. The very categories that define different practices and relationships are
historically and culturally specific and did not operate at all times in all cultures (Sullivan
2003, 1).
Sexuality is performed like gender; both heterosexuality and homosexuality are
performed in society. Like gender, all sexualities are not given an equal standing in
society. Society pushes us to be heterosexual in our books, movies, video games, our
families, and peers. As with gender, children begin learning heterosexuality from their
early childhood. There are still zero Disney movies with a gay protagonist and the
majority of television shows (except relatively new shows like The New Normal and
Glee) have heterosexual main characters. Homosexual characters are normally regulated
to stereotypes and put in supporting roles if they appear at all. Children are taught to be
heterosexual, it is not natural.
To understand sexuality, it is important to understand the origin of terms that
describe relationships such as homosexual, queer, heterosexual, dyke, sodomite, sapphist,
etc. The terms “homosexuality” and “heterosexuality” are fairly modern. Swiss doctor
Karoly Maria Benkert was the first to use the former term in 1869 but it did not become
common usage for another century. Homosexuality itself has been constructed in
different ways before the word became common as well. Sullivan states thatAncient
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Greece had the pederast who was an adult married male who enjoyed sexually
penetrating a teenage boy and some Native American nations had adult males who took
on many aspects of a woman and were penetrated by an adult male whom he married in a
public ceremony (2). Neither of these relationships can be considered homosexual
if
because they both work differently within the respective culture. Many cultures
historically have had same sex relations but they have taken many different forms
(Sullivan 2003, 2).
According to Sullivan, identity politics (labeling people as gay, straight, lesbian,
bisexual, etc.) have been used both the liberate and discredit homosexuals, but in either
case they can be problematic as they force human beings into a category they may not
completely fit (2003, 1-20). Today, biologists are still searching for the “gay gene” that
will finally prove that homosexuality is natural and not a choice. Their goal is noble, but
would their success really liberate homosexual people? And how would you describe the
other members of the queer spectrum. Are bisexuals gay or straight? How do you
describe heterosexual transgender men and women? The truth is that identity politics can
only oppress non-straight people. And if sexuality was defined in the same way as sex
(genetically) then is it not possible that genetic testing could be created to screen for
homosexuality as if it were a disease. Could drugs and surgeries be created to “fix”
homosexuality? We need to change the discussion from how is homosexuality formed to
how is heterosexuality formed.
In similar ways to homosexuality, heterosexuality is also socially constructed, but
with power. Heterosexuality is (like homosexuality) socially controlled and managed.
Unlike homosexuality, however, heterosexuality is a compulsion in our society. Men and
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women are coerced into being heterosexual from birth all through school (Wilkinson and
Celia 1994, 308-10). The definition of heterosexuality itself has changed cultural
meanings, as it was first used to mean a person with an “abnormal or perverted sexual
appetite toward the opposite sex”(310). If heterosexuality is so natural, then why does
our society force it on us so often in images from movies, music, and billboards?
Everywhere we go, heterosexuality surrounds us and we are constantly being reminded
which form of sexuality is valued in our society.
Heterosexuality is not a single experience, but the race, class, and gender of the
participants has a major impact on how they experience heterosexuality. In the end,
identity politics have a negative impact on anyone who does not completely follow the
“social script of sexuality” which assumes two straight people who are most likely white
but at leaste of the same race and are in a serious relationship if not married. These two
are young, in the middle class, and they are deep in love. That script is very hard for
anyone to follow, even people who identify as straight.
The Social Construction of Music
As with curriculum, gender, and sexuality, music is also socially constructed.
Society affects all music, both popular and classical and is filled with hidden power
dynamics in both lyrics and musical sound. The first argument of social constructiveness
is that “meanings cannot reside in musical sounds, or any form of cultural objects; rather
they are constructed, sustained, contested, and so on by real people in the course oftheir
actions”(Martin 1997, 156). So, to understand why certain musical truths exist we need
to look not only at the sound of music, but who decides what music is important and how
that music is interpreted. The way to analyze music. Just like curriculum, was decided by
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people, and these people, as w ilh curriculum, were mostly middle class white men
(Martin 1997. 157). H'dilTcrent mcn/womcn would have made decisions about
interpretations of music, then we might have both ditTerent significant artists and
different interpretations of that music. Sounds themselves cannot be interpreted so there
can never be one true interpretation of a work of music (Martin 1997, 157).
Evidence for the social construction of music lies in the changes of musical
interpretation over time. Active listeners have appeared in history and have changed the
meanings associated with music. These listeners were not only active, but also had
power to make the decisions to change meaning. Without power, the interpretation of
music would mean nothing from a world view. It is true that the majority of listeners
simply passively accept prevailing dellnitions of music and display culturally predictable
responses, but "this does not make the responses necessary or inevitable"(Martin 1997,
157). In fact, some people are not inclined to enjoy music at all, which puts a dent in the
ideology that music is a universal language with mystical powers that the listener cannot
control. We must remember that these claims are made by people who have strong
feelings about music. Most of them have dedicated their lives to its study, so how can we
trust those people, who are moved intensely by their preferred genre, to generalize what
the rest of human kind is feeling about music (Martin 1997, 156-58).
The battle for a correct interpretation of music is a political process full of
negotiation and compromise. Each music critic has a common interest with those who
compete with him/her that their music of choice remains valid. So, music critics argue
about how the music should be interpreted, but will fight with other critiques who
question the validity of their music. As I have written above, these interactions are what
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in 1997,
truly determine how music is viewed and what music will be remembered (Martin
158).
Interpretations of music changes over time; for example. Jazz has gone from
being what poor people played in night clubs to a seriously studied academic form of
music(Martin 1997,30-31). In musicology, a group of academics are challenging the
dominant ideology of rational theory and have formed what has become known as

“New

Musicology". These include. Joseph Kerman. Susan McClary. Gary Tomlinson, John
ic using feminism,
Sheppard, and more. They interpret both classical and popular music
queer, and masculinity studies to inform their conclusions. Only time will tell if these
critiques of orthodox musicology will last or simply be a passing academic fad. We do
not know what conclusions future generations will come to because of their cultural and
political environment.
I want to make two things clear before moving on. First, it is the interpretation
of musical meaning that changes over time and not the music itself. Beethoven’s scores
have remained mostly unchanged over the past centuries, but the way they have been
interpreted has changed and genres of music such as rock, pop,jazz, rap, hip hop, etc.
have all changed drastically over the past several years, but the perception of them has
not changed very significantly. So by construction of music, 1 am only discussing how
the music is interpreted by society and not any intrinsic sounds the music contains
(Martin 1997, 31).
Second, social constructions are not democratic processes. Everyone does not
have an equal voice, or possibly even a voice at all, in the creation of musical meaning.
Groups with greater power and resources have an advantage in establishing and
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sustaining musical meaning. Because these groups have power, they are able to resist
change from outside their group to maintain their monopoly on musical meaning (Martin
1997, 31). The established order usually comes from groups with privilege, and usually
these groups have multiple privileges heightening their power. Musicologists, record
companies, and other group who establish musical interpretations are not simply
disinterested parties who observe changes in music, but they are groups who seek to
control what music is reproduced and how that music is reproduced (Martin 1997, 3132).
Understanding the power relations of music production also helps illuminate the
falsity that is the “prodigy theory’' for example, how successful would Richard Wagner
have been if he never received that grant from Kind Ludwig 11 in 1864? He might be as
obscure as many other composers of that era. How many great composers from the
Romantic era are unknown because of race, class, and gender inequalities and if someone
else received Wagner's grant, might they have switched places and possibly changed the
course of Western music or at the very least taken away knowledge of the infamous
Tristan chord, a unique chord created by Wagner that still challenges music theorists
today.
Masculinity: a more in-depth understanding of Patriarchy
Masculinity is defined as “a multiplicity of gender practices (regardless of their
content) enacted by men whose bodies are assumed to be biologically male”(Pascoe
2012, 6). According to Pascoe, early feminist writers began to expand on the definition
of masculinity claiming that the identity of the mother as the main caregiver had a
negative impact on boys and helped create an emotional boundary and a rejection of
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anything feminine. They claimed that this amongst other things led men to be more
dominant and oppress women Pascoe state that this view of men as too narrow minded
and did not take into account that there could be ditTerent masculinities and that every
man did not equally participate in the oppressive patriarchy (Pascoe 2012, 6-7).
The sociology of masculinity is “a critical study of men, their behaviors,
practices, values, and perspectives”(Pascoe 2012, 7). Pascoe contends that there cannot
be only one masculinity, but many masculinities. The model of viewing masculinities
does not view each as equally valued in society, but rather hierarchal. According to
Pascoe, hegemonic masculinity is atop the hierarchy and is the largest culprit of
patriarchy. Men who fit into this masculinity are very oppressive towards women.
Complicit masculinity describes men who do not enact hegemonic masculinity but
receive the same benefits. Subordinated masculinity men are oppressed under hegemonic
masculinity. These men are usually gay. Marginalized masculinity describes men who
benefit from gender inequalities but are oppressed by race. Very few men are actually
able to achieve hegemonic masculinity but each group benefits from it to a varying
degree cailed the "patriarchal dividend”(Pascoe 2012, 7).
As hegemonic masculinity is the most oppressive, it is what I will focus on.
Hegemonic masculinity is the most contradictory form of masculinity and because of this
it is hard for any man to fit into the category. Pascoe states that a rich, soft-spoken, slim,
businessman and a poor, violent, muscular, gang member may both be considered
hegemonically masculine. At the same time, neither ofthese two qualify because the
poor man lacks institutionalized power, and the rich man lacks physical strength (2012,
8). Pascoe also argues that the problem in these categories of masculinity studies are
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identity politics as is the case in feminism. Many theorists have shifted from lumping
men themselves into categories to categorizing their actions. It is the performance of
masculinity that has the major impact and this form of analysis prevents any confusion of
these identity politics with essentialist view of gender. Studying performance instead of
identity also helps keep masculinity studies more inclusive as masculinity is not restricted
to men. Pascoe stresses that women are also capable of performing masculinity(2012, 89).
Performance of hegemonic masculinity is dependent upon the rejection of
homosexuality. In fact, young men will insult each other repeatedly with phrases like
fag, queer, gay, or call each other girls. I argued earlier that the repeated actions are
what promote the image of stable gender, and it is the same with masculinity. The
successful repeated rejection of homosexuality by calling someone else queer is an
essential component of successful masculinity performance (Pascoe 2012, 14-15). If we
dig deeper into why homosexuality is so threatening to masculinity, we see that
homosexuality is gendered feminine so a rejection of queerness is a rejection of being a
girl. So a successful masculine performance is dependent on not being seen as having
any feminine qualities (Pascoe 2012, 14-15).
In schools, teachers also have to deal with a younger form of masculinity by
adolescents. Young boys struggle with their masculine identity because they cannot yet
perform all of the “manly” qualities. Young boys desire to obtain a masculinity they
cannot perform is referred to “boyhood melancholia." These boys occupy the space of
both middle and high schools and sometimes in elementary schools (Ashley 2008, 2627).
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(iciidcrinf' of Objects and Occupations
'I'lic social conslmclioiis of gender bleed deep into our li\ cs. E\ er>lhing from
what w’c cal to w hat we do is gendered. H\er> time 1 go to a restaurant w ith a woman,
and I order a salad, the server attempts to gi\ e the woman a salad. It does not matter how
many limes I go to the same restaurant and order a salad or a non-beef sandwich, it
happens. It is because ordering a salad has a gendered meaning in our society, that is not
to say that men never order salads or that the\ w ill neeessariK be condemned for the
action, but it is assumed il a man and a women order different things that the woman w ill
have ordered the salad. This same problem happens w ith occupations. We have special
names for people w ho work outside ot'their normal gender occupations such as a male
nurse. We would never say female nurse because il is expected that when you .say
“nurse”, you arc speaking of a w oman. Other occupations that have this phenomenon
include prostitution (“man w hore") and secretaries (administrative assistant).
Teaching is a profession that is also gendered. Men make up only 21% of the
teaching w'orklorce and this becomes even more divided in elementary school teaching
(Kathryn and Mitsunori 201 1, 3-5). The divide is less e.xtreme in high school because of
the addition of sports, as the majority of coaches arc men. Even wdth the addition of
coaches, women still are the majority oi'mosl high school teachers. I'hcre are many
reasons for this and among them is the perception of women being motherly and
nurturing. Teachers not only teach children all day, but it appears that they also lake care
of the children. Often men who accept these positions have to defend against suspicion,
and are treated differently because they are not in their normal gendered occupation
(Kathryn and Mitsunori 201 1 ,4-8).
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Music IS uniqud_\ ucndcrcd as both masculine and rcmininc depending on ulio is
playing the music and where it is pla\ed. I he general categoiw of music is gendered
feminine. Music is constructed as an object that can ha\e power o\er a person's
emotions all'ecting each person in a unique wa> that does not fit the hegemonic masculine
discourse.
One wa> music is gendered is b> genre. Certain genres are eonsidered more
masculine, such as hea\y metal, rap, some Rc'eB. eountr\ sung b_' men, and. roek. In
these genres, most ot the musie is sung b> men and often the\ diseuss drinking, drugs, or
sex with w'omen. I'he discussion of sex with women is usuall\ more about eonquest than
about love. On the other hand. pop. countiw sung b\ women, classical, and soft rock are
gendered feminine, fhese songs often deal more w ith emotions and love as opposed to
sex. If sex is involved, it is about sex grow ing out of lo\ e and not sexual conquest.
These categories are lluid and at an\ given time certain artists can break the gender
barrier by changing the rules and Hipping the script.
Classical music in schools is gendered depending on the class. The high school
band is typically gendered masculine because of the associations of both loud, strong
instruments (brass instruments and percussion) and its relationship w'ith the football team.
Choirs are generally gendered feminine because the voice is gendered teminine.
Stereotypical sounds associated with choirs are usually high pitched and sw'eet. Some
have argued that the gendering of the choir as feminine and homophobia in society have
led to men not joining choral ensembles (Koza 1993).
The response to the “missing males’" in choral music has been an attempt to
masculinize choral music instead of fighting homophobia in society. Koza reports that
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Music lidiicalion protcssors ha\ c suuucslcd so\cral chanucs to music education to briim
111 more men including talking to the sports coaches to convince their players to join,
pla>ing recordings ot large male choruses in class, has ing more male teacher role
models. oi esen temale teachers winking or huguing male students(Koza 1993. 51-52).
'I hese ideas

sometimes go even I'arther to the extreme as one student in my choral

iTicthods reviewed an article that suggestedlhat directors should “make tart jokes" in class
to appease the male students. In all of these liactics the clear unspoken message is that
attracting women to class IS
i not important because they w ill be there an\\va\'.
Musical
lyrical

meaning itself is also gendered. We can find the discour.se not only in

music, but also in classical absolute music. Susan McClary was among the first to

'^vnic about the gendered discourse of music and in 1991 she argued that all music and
specifically classical music,
Is bound up in issues of gender construction and the channeling of desire. Like its
populai counterpart, classical music presents a wide range of competing images
and models of sexuality, some of which seem to reinforce faithfully the often
patriarchal and homophobic norms of the cultures in w'hich they originated, and
some ot which resist or call those norms into question.(McClary 1991, 54)
So,

according to Mclary, the gendering of music is not a new phenomenon and has been

around in Western music since early Classical music.
In her book Feminine Endings, McClary gives many examples of this gendered
musical meaning in both classical and popular forms of music. One of her focuses is
opera and specifically Georges Bizet’s Carmen. She uses opera as an example because
there is an easy connection to make between the characters being portrayed and the
gendered discourse of the music. Her first argument is the characterization of the lead
Carmen. When she sings, her songs are all rooted in “exotic, pseudogypsy dance” and
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her songs arc nol marked b\ ihe tradilional aria or duel but rather by their dance-types
”Scguidilla and 1 labanera.” I ler music is meant to create an awareness of her body and
for the audience to be aw are of their ow n bodies as she evokes a feeling of desire
(McClary 1991. 57). I'he cliaracter Micaela who is Don Jose's childhood sw'eetheart on
the other hand has a very different characterization. She is submissive to him and is the
“submissive ideal of the bourgeoisie." Her music is alw ays simple, lyrical, and sw'eet
with rhythms innocent of physicality w'hich, according to McClary, helps illustrate her
submissiveness(1991. 57).
McClary docs nol limit her analysis to only theatre music, but also absolute
music. She argues that only focusing on music wdth texts “is always vulnerable to the
charge that one is finally dealing only w'ith words.. . and that music itself in particular
the ‘Absolute Music' of the classical symphonic repertory-

remains essentially pure.

ineffable, and emphatically nol concerned wdth such mundane issues,”(McClary 1991,
55). She also argues that this is important because music theory classes often focus only
on the music and ignore the narrative of operas in their analysis, therefore proving that,
gendering of music alone is important (McClary 1991, 55). One piece she analyzes is
Tchaikovsky’s fourth symphony. She argues that everything from instrumentation, keys,
and themes all contribute to the gendering of the music. Particularly in Tchaikovsky’s
fourth symphony she argues that the theme is a masculine theme based on its militaristic
sound with trumpets, which falls prey to seductive theme much like the protagonist in
Carmen (McClary 1991, 75-79).
McClary’s arguments about the gendering of musical sounds are important to
keep in mind for educators. If sounds have gendered meanings, then a whole new
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dimension is added for leachers and conduclors lo consider w hen seleeting musie to teach
in classrooms.
Queering Musie Edueation
The social ccmsiruciion of rcalii\ goes much deeper than 1 have room to write
about. I'vcry nKimeni ol'our li\es is constructed in several intersecting ways. Using this
know ledge, wc need to change music education. 'I'he word “queer" has several
definitions. In this context, queer refers to "something that is unusual, peculiar, and
unique, perhaps in a \ agueU unsettling sort of w as."(Gould 2009. 64). In order to exact
the best change w e need to queer music education which (based on the categories of
social construction) is alreads a queer subject. There are six challenges to traditional
music education pedagog> that 1 wash to challenge; focusing on the vocal change in
adolescent boys; getting rid of the labels soprano, alto, tenor, and bass for choral music;
taking competitions and festivals out of choral music; grouping students other ways than
by abilities; getting rid of the conductor model of teaching choral music; and queering the
repertoire for chorus. F.ach of these six items contributes to the current constructions of
gender and sexuality that create a hierarchy that only benefits straight men.
The Male Vocal Change
^4^e conversation of the vocal change in boys needs to change. Most of the
discourse is about the adolescent male vocal change. Currently music education has
become obsessed with discussions around the male vocal change and often blame it for
the lack of men in choir, fhe literature is based on essentialist notions of sex and gender
and discusses the vocal change as though it is an inevitable truth that will be experienced
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by all men (While 2001. Killman 2010. Dillworlh 2012). This view marginalizes many
women and groups wiihin ihe eaiegorv ot men.
By Ibeusinu on ihe \oeal ehaime in adoleseeni bo\s. women (who also ha\'e a
changing \oiee liuring adoleseenee) are pushed lo ihe side. .-Mlhough il is less reporled
than ihe male ehange. women also undergo a \ oiee change during adolescence. Gackle
cites many of the same svmpioms that are associated w ith the male vocal change are also
true of females including inseeurii> of pilch, development of noticeable register breaks,
increased huskiness in the voice, decreased and inconsistent range capabilities, voice
cracking, hoarseness, and generallv uncomfortable singing or difficulty in phonation”
(Gacklc 1991. 17-18).
Since women also have a vocal ehange. why are men's the only ones discussed in
choral methods textbooks'.^ Or even hcavilv rcsearc hed? One problem is that our
patriarchal society needed to find a reason why men were not joining choir. In addition
to the feminine gendering ol'music education, this is another reason they found. Again,
since women w'crc already in the ensembles, it is not important to see if they are having
similar problems, d'he idea that women do have a voice change that is similar to boys is
damaging to the theory that boys do not join because of the vocal change and it hurts the
male/female binary of differences. Because more women are in choral ensembles, their
problems can be masked by singers who have not started or have already finished the
vocal change, or there is the possibility they can be regulated to the lower choirs.
Studying the vocal change as a universal male issue also hurts transgender men
who may or may not have the same vocal ranges as other men. Some tiansgender men do
not get any hormonal treatment and may have a higher range.

If w'e focus on the
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changiii” male \oice in our elasMooms ilien wo could make an alrcad\ difticult situation
for trans men (who ot'tcn alrcad\ h.a\c to fight tor the label man) even more ditlicult. It
\vc use the deepness rd’ singing voice as a marker of maseulinits’ in choir then it gives
Irans men one more hurdle to o\ ereome.
This also alteeis all those iinoU ed in the intersex community. Since intersex is
such a broad ealegt>r\. the people in the eommunitv can be alTectcd by this discourse in
man> dilTerent w as s. 1 low ever, since inlersex is a reriection of biological diversity, then
we can see some ways in which us suid\ ing essentialist biology ot'ihe changing male
voice can have a negati\ e impact on inlersex men. The most ob\ ious impact is similar to
Irans men—-not all of these men's voices will change. If w'c focus on the changing voice
as a natural process, it w ill marginali/.e these men and make them feel inadequate. It may
also encourage other men to bully these men since a deep voice is considered an
important part of masculinity, fhis is why many parents of intersex and transgender men
sometiiTies choose to give them hormone shots to help their voices change. As educators,
our job should be to help all students feel comfortable and not marginalize groups of
men.
It is not only women, intersex men. and trans men who are hurt by this universal
study of the male vocal change, but also many other men. Some men who may not
identify as intersex may not have a vocal change and no men experience the vocal change
in the same way. The stages that have been created in the research are extremely vague,
but still push a very limited vocal change experience. A student w'ho does not fit this
experience is instantly marginalized from the group.
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Many use ihc vocal change lo help select male repertoire. New terms have been
created to describe both unchanged and changing voices and new music is being written
and arranged for those voices. I hcsc practices are still problematic. There are no words
or arrangements for the middle school girl's voice. There are arrangements for middle
school girls choirs, but this music is usually easier rhythmically and vocally as opposed
as catered to any vocal change occurring in the women. These terns also assume that the
male voice is cither unchanged with the implication that it will still change or changing
instead of having already changed. Men whose voices do not change do not fit a
category and arc again marginalized.
SATB
Other categories in the choral setting are also problematic. The terms soprano,
alto, tenor, and bass(SATB)are not neutral terms. These terms have political and gender
ramifications and marginalize groups. Traditionally the terms SA refer to female singers
while TB refer to male. While these groups are limited, it marginalizes groups of men
and women who do not fit the narrow definitions of SA or TB. Because ofthe fear of
sounding feminine, some young boys will attempt to sing lower than their voice allows
which can permanently hurt their voice.
Men and women who seek to break the gendered confines ofthe SATB categories
are unable to because of other names. Women who sing in a tenor or bass range are
labeled contralto and men who sing in an alto or soprano range are counter tenors. These
names provide evidence that SA and TB are gendered categories and not simply labels
for ranges. Men can never be sopranos or alto and women can never be tenors or basses.
They are trapped by their gender even if the sound is the same. So these categories not
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onl\ arc cciidcrcd, hui ihc c\icn>ion ot those caicirorics into the hiiihcr and lower ranges
prevents anyone Irom queering their eender.
Men and women who attain the status of contralto or counter tenor arc still hound
b\ their gender. C mui tdios are usually put into the alto section while counter tenors are
put into the tenor section. h \ en thouuh the ranees of the tw o sineers are in the others'
range, they aie still pushed aside because oftheir gender. Often, the only time these
singers are able to sing in their ranges is during solo pertbrmanee.
l^oys. unlik

e men. can aehieve the status ol soprano or alto. 1 his may appear

qucciing. but it still normali/.es gender binarw Youn g boys are only able to achieve SA
because they ean still be viewed r.rs young and fragile (w'hieh is a construction ot w'omen).
Our society view's W'omen as they do childrcn. so young boys can be sopranos w'ithout
queering iheii gender. But even this non-threatening phrase makes some uneasy so the
term boy sopiano’ is used instead of simply soprano. There are no girl sopranos, only
boy sopranos and sopranos.
1 he gendering of these parts is very strong in our society and cannot be removed,
There is

no other equitable option than to get rid of these terms. The social construction

of SATB i
is too strong to change. Not only are these labels gendered, but they serve no
other leal purpose than to gender parts. In middle and high school, there are few', if any,
musicians that fit into any of the SATB parts. The labels only restrict how and what the
musicians sing. Music can simply be labeled by numbers or letters or any other way that
does not indicate gender. Changing the labels of music can also allow a music teachei
more freedom when designing a choir. There would be no need tor a women s or men s
chorus and instead the teacher could group them by their ranges.
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( oinpctitions and I'cstiNals
Compciiiions and tcsti\als luwo been an imporlanl pari ot music education tor
many years now. 1 \ cr\ \ear. eacli stale lias two festivals and an\ number of
competitions. 1 he function (.if the two events seems different but is relatively the same.
The choir or ensemble pertorms two eonirasliim soims while a panel of three judges
writes down how well the\ did and ranks their perfoimanee. The only difference
between a contest and festival is, that at a contest, your scores are directly compared to
other choirs and

"best in class is chosen.

Competition in choir is an unneeessarv addition to the curriculum that caters to
masculinity, fhe point of eompeliiion is to defeat your opponent and feel victorious that
you arc better than s/he. fhere can never truly be a friendly competition as the goal is
ultimately domination. There is no need for such an activity in music education.
Competitions arc created to separate and marginalize groups based on performance, and
in music education we should be building community, not fighting for supremacy.
Competitions and festivals also normalize the traditional canon and sounds from
choirs. While the three judges are individuals and each have unique comments, they all
come from similar educational backgrounds. Usually the judges are graduate students,
college choral conductors, or lifelong high school or middle school choral conductors
who were trained in a conservatory type university atmosphere. This drastically limits
the type of sound that w ill be rewarded at festivals and competitions. If a group does not
fit the narrow sound ideal, then it will be labeled as a lesser choir. Difference is not
acceptable in choral competitions.

I
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Festivals arc supposed to be set up to provide accountability for choral directors.
It is a way for principals and state educators to assess the jobs of conductors across the
country. But how can you accurately assess the effort and ability of the teacher and
students in ten minutes with a single digit number? The high stakes of a singular
performance should not determine how a school music program is perceived. One bad
performance puts a stain on the reputation of the program for at least a year.
The benefits of competitions and festivals are few but they do exist. These events
give choirs a chance to meet, hear each other, and see different performances, which are
all good things. The problem is that these students can never form a bond between
schools because their goal at the event is to dominate the other school. This creates
separation and diflerence between people where none should exist. Everyone should
have the same goal, and that is to make and hear music.
Alternatives to the current format of festival would be simple. Students would
still come and hear different choirs, but there would be no scores, trophies, or
recommended song lists. Teachers would be given the freedom to experiment and expose
their students to new and interesting sounds and feel the stress of attempting to achieve a
superior rating which will make for a more fun trip for everyone involved. Music should
not be about trophies and ratings, but as long as they exist they will remain the primary
focus.
Ability Grouping
Competition bleeds into music education in other places besides festivals. It is
also how we determine who is in our groups. In Chapter 2,1 discussed how we rank
choruses and argued that if ability grouping was going to exist, then women s choruses
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should be the lop chorus. 1 iowever, moving forward there is no reason that we should
rank our ensembles by abiliiy.
jusl like an\ other eompeiition, ability grouping creates difference and
marginalizes students. Ability grouping gives certain students power based not on the
best singer but a particular tone quality that is not only patriarchal, but racist. The
preferred sound for both men and women is the traditional Western European classical
sound that marginalizes people of color and enforces gender norms of vocal production.
Any vocal sound that docs not conform to the desire of the likely conservatively educated
teacher is pushed aside for the conforming voices.
There are many alternatives to grouping by ability. Students can be grouped by
age, grade, desired singing style, etc. If teachers rid their programs of an advanced choir,
then they give students more opportunity to learn from each other and prevent other
students from feeling marginalized by their voice or music reading ability. Different
grouping also allows teachers more freedom to create different ensembles to cater to the
students’ desired musical style. Without an advanced choir, a teacher can create a gospel,
jazz, popular, etc. choir to give students a more varied choral experience without the fear
of losing their best students in their advanced choir.
The Conductor
For a truly just music classroom to exist, there cannot be a traditional conductor.
The very construction of the conductor is misogynistic. The conductor s job is to tell the
choir what to perform, how to perform, where to perform, when to perform, and why to
perform. The conductor (one person) stands above the choir(many people) and tells
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them \shai llic\ arc dolnc \sri>nu and liou lo fix it. The conduclor lakes no suggeslions
and has absoluic power in ihe classroom.
I5\ misog\ msiie, 1 do noi mean lo sa\ lhal onl\ men can be eonduelors or wield
Ihis power, bui ibe posiiion is iradiiionalK a man's oeeupaiion and often women slruggle
with being in ibai c)ceupaiion. 1 he power is not as eas\ for w omen lo have (even with
the title of conductor) because our soeiels is eonslrueled w ilh women as passive
receivers, not active insiruelors. C ondueling, unlike teaching, does not have the
constructing of a nurturer but rather a drill sergeant. When women gain the power of
conductor, ihev
y sometimes are rew'arded with misogynistic labels such as “bitch," w'hile a
man who acted the

same w ould be considered a great conductor.

Many w'omen. gender queer, and non-hegemonic men w'otild benefit from a
change in power structure. A change would be not only more equitable for the students,
but for the teachers. We should not continue to force other groups to conform to
hegemonic masculinity, but should change traditionally masculine activities and
occupations to fit a more diverse people,
'fhe change Vv/ould also be good for students who need to have a say in their music
education. The teacher should act more as a facilitator than a conductor and allow
student input and decision making. That does not mean students should run the
classroom (as that would lead to domination by white straight men) but should allow
student input while protecting students from feeling marginalized. Students themselves
can help create a curriculum that can be more meaningful and educational for both the
teacher and student. The students can queer music education for the teacher.
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Queering Musical Content
Perhaps the easiest queer change we can make to music education is with the
literature. rraditionall\, the literature for choral ensembles has been gendered.
Women's choirs sing slow sweet music about life and love while men sing fast loud
music about drinking and adventure. The mixed chorus has a little more flexibility but
conforms more towards men. The songs for the mixed chorus can be about love, but the
love must be towards a woman.
f he first thing a teacher can do is switch the song types. Men can sing about love
and life while
change, the

women sing about drinking and adventure. For this to make any real

song switch needs to be the majority ofthe time. Having one concert

dedicated to [^witching traditional gender narratives will do little but outline and reinforce
the traditional narratives. For real change to occur. the narratives must be permanently
queered.
Another way to queer the music is to have men sing queer songs.
Heteronormativity in music education has prevented any men’s choirs from singing songs
about gay love. Gender queer people often have to sing about heterosexual love, so it is
fair for straight people to sing about gay love. The fear of a homophobic backlash would
cause many teachers to pause before attempting to attempt such a radical change. Many
teachers would not dare challenge the homophobic regime of hegemonic masculinity that
controls our society, but as teachers it is our job to ensure that all students have their
experiences felt. Unfortunately many instructors not only do not challenge our
homophobic society, but encourage it. When 1 was in sixth grade choir, my choral
instructor forbade any boys from trying out for a solo that was about the love of a man.
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We were singing an arrangement of“On My Own” and the beginning was a solo. The
choir was most!) girls and I remember him saying “It’s ok when you sing it in the choir,
but singing it as a solo would be too weird.” Then he laughed. My teacher could
possibly have laughed at a real experience of a student he was responsible for. He
directly prevented any queering of music education.
Queering music education is very possible but not without significant changes.
The changes need to come from every aspect of the discipline. We need to closely
examine all of our practices and look for any opportunity to fight against the gendered
script of music education. If we truly want to transform not only students’ lives but our
own, we need to do everything in our power to make music education progress beyond
the traditional patriarchal script that it has been in since it began.
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Conclusion: Taking it Step by Step
Music I'diicalion has a ver\ long way to go before it becomes truly equitable, but
it is not hopeless In this ihesi
SIS, I have outlined several important steps for music
education to take from changing our perspective on curriculum to increasing
representation and eventually queering music education. I highlighted several important
specific issues within those three steps for music education to deal with. However, I
understand that this cannot be done overnight. It will take a long time and a lot ofeffort
and work for

music education to go where I imagine it can.

. The
I organized this thesis almost as a step-by-step guide for music education
three major steps are organized in what I felt was a logical path for music education to
take on the path the true equality in the profession. If first we can convince

educators to

understand curriculum as a social construction that will eventually lead to better
representation. Queering is last and the most difficult for the profession

because
and

discussions of the social constructions of reality are kept in the social science
writing about it.
English departments at Universities, and very few music academics are
If we can achieve better representation for women and LGBT musicians, then I think
queering music education will also become easier to achieve.
I believe that I barely scratched the surface of what music education
and more research needs to be done in the area of queering music education.

g

several feminist scholars including Roberta Lamb, Elizabeth Gould, and Julia Koza
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been writing about tliis since the earl\ 1 ^)90's, the topic has not been discussed in music
nearly enough over the past t\sent\ >vears There needs to be more academics studying
the effect hegemonic masculiriity has had on music education, how music education has
been constructed

in America, and even more ways to queer the subject.

Gender and

sexualitN are not the only two issues surrounding music education,

As 1 stated in the introduction, there are still major issues with class, race, and ability that
thesis focus,
the discipline needs to address. Focusing on gender and sexuality gave my
but also limited breadth of issues 1 could discuss. Focusing on these hvo

issues also

ion beyond simply
limited my ability to discuss how intcrseclionality affects music education
gender and sexuality. 1 discussed it as often as I could but that was not much at a
I also did not locus on some of the more practical issues
sexuality

involving gender and
that the

sexual harassment and bullying. Sexual harassment is an issu

^ the acts are
majority of middle and high school girls will experience, and, unfortunat y
that gay
either ignored or even encouraged by teachers. I stated in the introducti

from
children are over three times more likely to commit suicide, which often co
them in depth I
bullying. These are two extremely important issues and by not discuss’ g
ifsociety began to queer
do not wish to convey that they are not crucial. 1 do believe that i
; would stop,
itself and take power away from hegemonic masculinity, then these
one can, queering
On top of directly preventing bullying and sexual harassment when
to that fight.
music education is one way music educators can contribute
in the college classroom
In general, students need to learn and discuss these issue
dedicated to equity issues in
before they head into schools. There should be entire classes
. Schools are
music education, and a sociology course should be required for graduation

i
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social sellings, so learning about the social world should be required. College students
need to be aware that what they do and say to students affects those students’ lives
possibly forever.
Music education can be a truly unique experience for student. If given the
opportunity, students can create and perform unique music and create community and a
safe space for each other. I do not see my suggestions as impossible theoretical tasks to
be written down and forgotten, I wrote this thesis as practically as possible to prevent that
from happening. 1 believe that with effort and the will to face opposition (because there
will be some in places you expect and also places you do not), all of these goals can be
achieved, and by achieving these goals students and educators will have a better
experience for it.

L
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